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2.1	Cultural	studies		According	to	Bowman:		 Cultural	studies	is	an	umbrella	term	covering	a	multitude	of	possibilities:	studies	of	popular	culture,	national	culture,	regional	culture,	cross-cultural	or	intercultural	encounters;	studies	of	subculture	and	marginal	or	‘subaltern’	culture;	studies	focusing	on	questions	and	issues	of	class,	gender,	ethnicity,	and	identity…	studies	elaborating	on	the	cultural	implications	of	government	policy,	law,	legislation,	educational	paradigms…	as	well	as	studies	concentrating	on	the	myriad	details	of	everyday	life,	approached	in	terms	of	anything	from	power	to	pleasure	to	politics.	 1	 		From	all	this	range	of	possibilities	my	research	focusses	on	how	these	ideas	relate	to	different	power	relations.	It	can	be	argued	that	the	European	ideological	perspective	is	generally	taken	as	the	world’s	standard	to	judge	other	countries.																																																									1	 Bowman,	Paul	‘Editor’s	introduction’.	In:	Bowman,	Paul	ed.	The	Rey	Chow	Reader,	New	York:	Columbia	University	Press,	2010.	
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Layers	of	power	are	constructed	by	different	ideological	systems.	My	research	challenges	the	‘Postcolonial	critic’2	 perspectives	to	explore	the	Eastern	cultural	perspective.	This	is	a	politically	thought-provoking	space3	 between	the	East	and	West.	Key	scholars	who	focus	on	South	East	Asian	cultural	studies	are	Gayatri	Chakravorty	Spivak	and	Rey	Chow.	However,	many	of	the	scholars	focus	on	India	and	Hong	Kong,	particularly	in	relation	to	the	British	colonial	period.	Taiwan	was	never	occupied	by	the	British	so	it	was	very	hard	to	find	supporting	research	which	particularly	focused	on	Taiwan.	The	situation	is	complicated	by	the	fact	that	Taiwan	is	perceived,	including	by	the	British	government,	to	be	part	of	China,	not	an	independent	country.	I	wish	South	East	Asian	culture	could	develop	its	own	perspective	about	its	value.		Gayatri	Chakravorty	Spivak	is	a	leading	commentator	on	colonialism	and	post-colonialism,	who	introduced	the	idea	of	the	subaltern	‘speaking’	in	contrast	to	the	dominant	discourse	–	in	order	words,	telling	a	different	story	from	what	most	people	find	in	history	books	allowing	the	voice	of	the	dominated	or	powerless	to	come	through.	Landry	and	MacLean	explain	that:	 		 According	to	Spivak,	then,	the	subaltern	as	subject-effect	shows	up	the	contrivance	of	more	positivist	models	of	the	subject.	The	subaltern	emerges	from	the	Subalternists’	research	not	as	a	positive	identity	complete	with	a	sovereign	self-consciousness	but	as	the	product	of	a	network	of	differential,																																																									2	 Goswami,	Namita	‘Europe	as	an	other:	Postcolonialism	and	philosophers	of	the	future’.	Hypatia,	29	(1),	2014,	pp.	59-74,	p.59.	3	 Lyons,	Laura	E.	and	Cynthia	Franklin.	‘On	the	cusp	of	the	personal	and	the	impersonal:	An	interview	with	Gayatri	Chakravorty	Spivak’.	Biography,	27	(1),	2004,	pp.	203-221,	p.	207.	
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potentially	contradictory	strands.	However	successful	traditional	history-writing	might	be	at	hiding	this	sleight-of-hand	substitution	of	an	effect	for	a	cause,	the	effort	is	still	doomed	to	cognitive	failure,	since	it	is	merely	a	convenient	disciplinary	fiction.4		Spivak	was	born	in	India	and	lives	in	the	USA,	so	her	situation	is	similar	to	mine:	I	am	living	in	a	Western	culture	but	it	is	not	part	of	my	original	cultural	background.	I	also	have	personal	experience	of	post-colonialism	in	relation	to	the	history	of	Taiwan	(see	Chapter	5	Taiwanese	bananas	section).		Spivak’s	discourse	relates	to	‘intellectual	engagement	in	urgent	political	consideration	about	colonialism,	post-colonialism	and	the	contemporary	international	division	of	labour	between	the	First	World	and	Third	World’5	 In	a	sense,	Taiwan	is	living	in	a	world	where	there	is	an	exchange	between	the	First	World	and	the	Third	World	in	terms	of	export	trade	and	culture.		Although	Spivak	does	not	focus	specifically	on	Taiwanese	society,	the	fact	that	she	looks	at	other	non-Western	women	provides	a	perspective	in	which	Western	society	is	not	the	centre	of	the	world.	Spivak’s	consideration	of	other	societies	in	her	discourse	influenced	me	to	explore	my	own	situation.	Her	thinking	is	beyond	Western	society,	and	this	thinking	has	inspired	me.	It	is	necessary	to	explore	the	blend	of	home	culture	with	the	host	culture(s),	thus	becoming	truly	multicultural	and	achieving	what	has	been	described	as	a	‘third	culture’.	 																																																									4	 Landry,	Donna	and	Gerald	MacLean	eds.	The	Spivak	Reader.	New	York	and	London:	Routledge,	1996,	p.	204.	5	 Morton,	Stephen	Gayatri	Chakravotry	Spivak,	London:	Routledge,	2003,	p.	2.	
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	Hollinshead	suggests	that	‘many	places	and	people	exist	ambivalently	in	displaced	or	under-recognised’	third	spaces	-	located	within	in-between	forms	of	supposed	difference.6	Useem	states	that:	That	segment	of	the	world-encompassing	third	culture	called	the	binational	Third	culture	is	defined	as	the	complex	of	patterns	learned	and	shared	by	communities	of	men	stemming	from	both	a	Western	and	non-Western	society	who	regularly	interact	as	they	relate	their	societies,	or	sections	thereof,	in	the	physical	setting	of	a	non-Western	society.7		The	third	culture	is	shared	with	others	who	have	had	similar	experiences,8	building	the	relationship	between	original	culture	and	host	culture	to	create	new	culture.	Diversity	in	the	socio-cultural	experience,	impacts	differently	on	cultural	identity.		Therefore,	Useem	suggests	that	‘a	third	culture	is	not	carried	by	a	self-contained	group	which	lives	in	a	cultural	enclave	between	societies,	for	the	crucial	roles	of	members	who	carry	the	binational	third	culture	are	the	roles	of	cultural	middlemen	mediating	between	societies.’9	 																																																										6	 Hollinshead,	Keith	‘Tourism,	hybridity,	and	ambiguity:	the	relevance	of	Bhabha’s	“Third	space”	cultures’.	Journal	of	Leisure	Research,	30(1),	1998,	pp.	121-156,	p	4.	7	 Useem,	John	et	al.	‘Men	in	the	middle	of	the	Third	Culture:	The	roles	of	American	and	non-Western	people	in	cross-cultural	administration’.	Human	Organization,	22	(3),	1963.pp.	169-179,	p.	170.	8	 Ibid	pp.	169-179.	 	9	 Ibid	p.	170.	
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In	addition,	the	‘third	culture’	does	not	mean	to	separate	two	cultures	directly;	it	means	juxtaposed	cultures	in	which	to	build	a	bridge	to	‘marry’	the	different	cultures	–	to	learn	other	cultures	together.	Useem	asks	if	‘the	foreigners	learn	the	local	language,	should	the	nationals	learn	the	foreigners’	language,	should	both	learn	both?’10		Rey	Chow	is	originally	from	Hong	Kong	and	now	she	is	living	in	the	USA.	When	she	presented	her	paper	at	a	conference	on	gender	issues	in	twentieth-century	China11,	one	commentator,	an	American	female	anthropologist	who	has	done	pioneering	work	on	rural	Chinese	women,	told	the	audience	that	what	Chow	said	about	the	relation	between	China	studies	and	Western	cultural	imperialism	made	her	feel	politically	uncomfortable.	Instead,	she	suggested,	we	should	focus	on	the	internal	colonization	of	Chinese	women	by	the	Chinese	patriarchy.	This	person	was	thus	still	illustrating,	in	1991,	the	point	Balandier	made	in	1951,	namely	that	‘out	of	a	more	or	less	conscious	fear	of	having	to	take	into	consideration…the	society	of	the	colonial	power	to	which	they	themselves	belong.	Western	anthropologists	persistently	neglect	the	“colonial	situation”’12	 that	lies	at	the	origin	of	their	field	of	research	in	most	parts	of	the	world.13				
																																																								10	 Ibid	p.	171.	11	 Bowman,	Paul,	p.	35	12	 Balandier,	G	‘The	colonial	situation:	A	theoretical	approach	(1951)’,	translated	from	the	French	by	Robert	A.	Wagoner.	In	Wallerstein,	Immanuel	ed.	Social	Change:	
The	Colonial	Situation,	New	York:	John	Wiley	&	Sons,	1966,	pp.	34-61.	13	 Bowman,	Paul,	p.	35	
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Therefore,	Chow	provides	an	explanation	of	the	‘problem’	of	the	Chinese:		 Chinese	problems	are	examples	of	how	what	many	profess	to	be	cross-cultural	study	can	remain	trapped	within	a	type	of	discourse	that	is	geographically	deterministic	and	hence	culturally	essentialist.	China,	Japan,	and	East	Asia	become	signs	of	difference	that	reaffirm	a	sense	of	identity	as	originary	self-identicalness.14		The	Oxford	Dictionary	definition	of	‘Self’	is	‘a	person’s	essential	being	that	distinguishes	them	from	others.’	 15	 According	to	Giddens,	the	‘Self	’	is	not	fixed	but	is	a	reflexive	process	of	constructing	identity.	It	is	not	a	set	of	characteristics	we	are	born	with,	but	our	self-identity	is	formed	by	our	experience	of	life,	our	values	and	how	we	look	at	our	world.		Giddens	states	that	‘self-	identity	is	a	modern	problem,	perhaps	having	its	origins	in	Western	individualism’16	 and	that:	 		The	self	is	not	a	passive	entity,	in	forging	their	self-identities,	no	matter	how	local	their	specific	contexts	of	action,	individuals	contribute	to	and	directly	promote	social	influences	that	are	global	in	their	consequences	and	implications.	 17	
																																																								14	 Ibid	p.	35	15	 Self,	English	Oxford	Living	Dictionaries.	[Online]Available	from:	https://en.oxforddictionaries.com/definition/self	[Accessed	30	March	2018].	16	 Giddens,	Anthony.	Modernity	and	Self-Identity.	Cambridge:	Polity	Press,	1991,	p.	74.	17	 Ibid	p.	2.	
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specific	space:	Third	Space:		 Third	Space,	though	unrepresentable	in	itself,	which	constitutes	the	discursive	conditions	of	enunciation	that	ensure	that	the	meaning	and	symbols	of	culture	have	no	primordial	unity	of	fixity;	that	even	the	same	signs	can	be	appropriated,	translated,	rehistoricized	and	read	anew.	 26	 		Kumar	explains	that	‘Space	becomes	a	powerful	tool	in	the	artist’s	repertoire	to	study	conflict	and	employ	that	conflict	within	the	medium	of	art.’27	 For	me,	in-betweenness	is:	a	space	with	freedom	to	express	emotional,	personal	and	political	voices;	not	in	the	middle;	on	the	edges;	ambiguous;	an	uncomfortable	condition;	invisible	tension;	on-going	negotiation.	In	Song’s	research,	she	did	not	mention	personal	identity	as	a	Korean	living	in	the	UK;	she	used	patterns	and	glass	material	to	investigate	her	visual	experience	about	in-betweenness.	I	chose	a	different	way	to	approach	my	research.	 		
2.2	The	construction	of	identity	 	
	My	research	explores	the	concept	of	multiple	cultural	identities.	Individuals	who	are	straddling	multiple	cultures,	giving	a	sense	of	‘living-in-between	cultures’.28	Living	in-between	cultures	can	create	a	culture	shock	and	cross-cultural																																																									26	 Ibid	p.	37.	27	 Kumar,	Kshama	‘Negotiations	with	art,	identity	and	space:	Reflections	on	between	Kismet	and	Karma’.	South	Asian	Popular	Culture,	9(1),	pp.	95-101,	p.	96.	28	 Bhatia,	Sunil	and	Anjali	Ram	‘Culture,	hybridity,	and	the	dialogical	self:	Cases	from	the	South	Asian	diaspora’.	Mind,	Culture,	and	Activity,	11	(3),	2004,	pp.	224-240.	
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adaptation	situations.29	 This	experience	of	living	in-between	cultures	raises	key	issues	in	relation	to	cultural	identity.	It	is	important	to	explore	the	feelings	that	arise	in	people	who	find	themselves	in	this	situation.	We	need	to	think	about	how	to	define	people	living-in-between;	they	may	be	defined	as	‘immigrants’,	‘foreigners’,	‘strangers’	or	‘refugees’.	 	 	
	The	concept	of	identity	is	understood	by	this	experience.	Identity	is	based	on	cultural	values,	including	personal	identity,	belonging,	representation,	and	stereotyping.	This	ongoing	construction	of	identity	creates	a	platform	through	which	we	express	ourselves	and	relate	to	other	people.	He,	Yinan	explains	that	‘identity	is	a	voice	inside	you	saying	this	is	the	real	me’.30,31	 Also	Tilly	states	that	‘identities	reside	in	relations	with	others	you-me	and	us-them,’	and	‘identity	centers	on	boundaries	separating	us	from	them’.32	 This	relationship	is	formed	through	self-	representations	and	other	people’s	responses.	The	process	of	constructing	identity	is	a	way	to	arrange	and	negotiate	individuals	and	others.33	Furthermore,	Identity	is	reinforced	through	social	behavior,	so	the	construction	of	identity	relates	to	material	culture,	history,	geographical	locations	and	cultural	identity.																																																										29	 Ward,	Colleen	and	Antony	Kennedy	‘Psychological	and	socio–cultural	adjustment	during	cross-	cultural	transitions:	A	comparison	of	secondary	students	overseas	and	at	home’.	International	Journal	of	Psychology,	28	(2),	1993,	pp.	129-147.	30	 Erikson,	Erik	cited	in	Laitin,	David,	Identity	in	Formation:	The	Russian-speaking	
Populations	in	the	Near	Abroad.	Ithaca,	NY:	Cornell	University	Press,	1998,	p.	20. 31	 He,	Yinan	‘Identity	politics	and	foreign	policy:	Taiwan’s	relations	with	China	and	Japan,1895-2012’.	Political	Science	Quarterly.	129	(3),	2014,	pp.	469-500,	p.	472.	32	 Tilly,	Charles	Identities,	Boundaries,	and	Social	Ties.	Boulder,	CO:	Paradigm	Publishers,	2005,	p.8.	 	33	 Castells,	Manuel	The	Power	of	Identity.	2nd	ed.	Malden	MA:	Blackwell,	2004,	p.	7.	
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Arnett	suggests	that	‘…globalization	may	cause	identity	confusion	and	distress	in	non-Westerners	caught	in	a	struggle	between	two	cultures	with	competing	value	systems.	’	 34	 Personal	identity,	interpersonal	relationships,	and	societal	norms	for	these	individuals	are	greatly	affected.35	 Having	differing	backgrounds	and	worldviews36	 can	allow	people	to	build	relationships	with	self,	others,	and	the	world	in	a	new	way.37	 However,	the	reality	is	challenging	those	uncertain	categories.	 		








39	 Gillie,	Rebecca	Victoria The	meaning,	origin	and	facts	about	the	name.	Huffpost	Parents	United	Kingdom,	2015.	[Online]	Available	from:	http://www.huffingtonpost.co.uk/2014/09/09/victoria-the-meaning-origin-and-facts-about-the-name_n_7322804.html	[Accessed	11	February	2017].	40	 Global	Daily	Can	fingerprints	be	stolen	from	scissor	hands	photos?.	2017.	[Online]	Available	from:	http://global.sina.cn/qushi/article/20170111/009662536f451000.html	[Accessed	11	February	2017].	
[Image redacted in this digitized version due to potential copyright issues]
26	














49	 Ibid,	p.	10.	50	 Lippmann,	W	1915	cited	in	Pickering,	Michael,	2001,	p.	10.51	 Pickering,	Michael,	p.	xiii.	
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2.4	Negotiating	identity	





Everyone	has	a	different	way	of	dealing	with	this	but	usually	it	causes	a	lot	of	personal	conflict	and	will	often	require	the	person	to	seek	opportunities	to	resolve	this	identity	issue.55	 When	the	societal	structures	are	different,	people	need	to	deal	with	the	emotional	expression	and	experience	to	reconcile	conflicting	identity	negotiation.56	 Ting-Toomey	proposes	that	dealing	with	feelings	of	emotional	vulnerability	or	experiencing	emotional	discomfort	when	facing	dissimilar	others	is	what	facilitates	growth	as	people.57	 People	in	this	context	‘listen	with	greater	thoughtfulness	and	see	things	through	fresh	lenses’.58	 Ting-Toomey	suggests	that	the	struggle	between	identity	security	(feeling	supported	and	respected)	and	identity	vulnerability	(feeling	threatened)	in	new	contexts	allows	individuals	to	embrace	new	frameworks	of	self-identity.59	 She	argues	that	those	emotional	experiences	bring	out	an	engagement	with	the	world	and	provide	new	perspectives	to	review	personal	and	cultural	identities.	 	
54	 Ting-Toomey,	Stella	On	face-negotiation	theory.	A	first	look	at	communication	
theory,	2014.	[Online]	Available	from:	https://www.youtube.com/watch?v=bQJcMac_dnw	[Accessed	12	September	2016].	55	 Pruitt,	Dean	G	‘Negotiation	theory	and	the	development	of	identity’.	
International	Negotiation,	6	(2),	2001,	pp.269-279,	p.	272.	56	 Ibid,	p.	271.	57	 Young,	Jennifer	T	et	al.	‘Identity	in	flux:	Negotiating	identity	while	studying	abroad’.	Journal	of	Experiential	Education,	38	(2),	2015,	pp.	175-188.	58	 Ting-Toomey,	Stella	Communicating	Across	Cultures.	New	York:	Guildford	Press,	1999,	p.	8.	 	59	 Ibid.	
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3.2.1	Oral	history	 		Oral	history	is	a	process	by	which	to	gather	first-hand	information;	it	relates	to	memory	and	experience.	Thompson	explains	that	‘oral	history	is	as	old	as	history	itself.	It	was	the	first	kind	of	history.’5	 Howarth	explains	that	‘in	June	1878,	just	one	year	after	patenting	his	invention	of	the	photograph,	Thomas	Alva	Edison	realized	the	great	potential	for	recording	of	the	human	voice.’6	 It	seems	this	was	the	first	method	used	to	capture	oral	history.	Oral	history	provides	an	ability	to	reconstruct	history	from	a	different	perspective.	Thomson	and	Perks	explain	that	‘in	some	fields,	oral	history	can	result	not	merely	in	a	shift	in	focus,	but	also	in	the	opening	up	of	important	new	areas	of	inquiry.’7	 In	oral	tradition,	story-telling	moves	from	generation	to	generation	to	reveal	the	layers	of	history.	It	is	important	to	consider	how	to	successfully	portray	this	history	utilizing	first-hand	information,	
                                                5	 Thompson,	Paul	The	Voice	of	the	Past:	Oral	History.	3rd	ed.	Oxford:	Oxford	University	Press,	p.	5.	6	 Howarth,	Ken	Oral	History:	A	Handbook.	Stroud:	Sutton	Publishing,	1998,	p.	5.	7	 Thomson,	Alistair	and	Robert	Perks	eds.	The	Oral	History	Reader.	London	and	New	York:	Routledge,	2006,	p.	25.	
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and	avoiding	a	distortion	of	the	truth.		Taiwanese	society	is	almost	entirely	dominated	by	men;	women’s	contributions	are	limited	and	often	stifled.	The	unofficial,	personal	and	emotional	history	of	such	women	can	be	evidenced	and	compared	with	local	and	officially	documented	history.	Different	perspectives	on	Taiwanese	culture	can	be	given	through	listening	to	women’s	memories	and	stories.	 		I	have	been	increasingly	interested	in	the	differences	between	men	and	women	in	terms	of	oral	history.	It	seems	that	women	are	much	less	conservative,	conveying	sensitivity	and	emotion	when	they	take	part	in	an	interview.	This	has	led	to	‘recognition	that	women’s	oral	history	is	so	special,	and	significantly,	that	it	has	developed	as	field	unto	itself	-	primarily	though	the	work	of	women	outside	the	major	oral	history	centers.’8	 It	is	difficult	to	find	evidence	of	the	influence	of	women	in	Taiwanese	history	before	recent	periods.	I	do	not	intend	to	hypothesize	the	reasons	for	this,	however,	but	rather	to	address	this	gap	and	give	a	voice	to	Taiwanese	female	ceramicists	and	allow	them	a	platform	from	which	to	explore	their	identity.		Sandino	explains	that	‘life	stories	sit	between	autobiography	and	biography,	assisted	narratives	that	are	the	product,	or	the	coproduction	of	interviewer	and	interviewee’9	 Oral	history	is	created	from	encounters	with	people,	objects,	history	





                                                10	 This	is	part	of	my	PhD	research:	Pottery	from	aboriginal	Taiwanese-Amis	women,	A	Disappearing	Culture:	The	Amis	Earthenware	Tradition	in	Taiwan,	17	January	–	31	May	2015,	The	Museum	of	East	Asian	Art,	12	Bennett	Street,	Bath,	BA1	2QJ,	UK.	
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understanding	of	Taiwanese	culture	and	the	identity	of	these	female	ceramic	makers	that	are	central	to	the	culture’s	survival.	In	the	future,	I	would	like	to	hold	an	exhibition	in	the	form	of	an	installation	to	create	a	space	to	tell	a	story	about	my	homeland.	By	doing	this,	I	anticipate	the	audience	will	receive	a	heightened	and	altered	awareness	and	better	understanding	of	Taiwanese	female	ceramicists	through	my	research.	
	After	I	received	their	contact	details,	I	mainly	used	international	cellphone,	Skype	and	emails	to	make	sure	my	interviewees	knew	the	purpose	of	my	research.	Before	the	field	trip,	I	emailed	a	set	of	very	specific	questions	relating	to	ceramics.	However,	some	of	the	interviewees	decided	to	not	prepare	anything	before	I	went	to	their	space.	It	was	a	very	sensitive	decision	for	them,	because	some	interviewees	said	they	did	not	want	to	think	too	much	before	I	visited	them.	 		Furthermore,	some	potential	interviewees	were	suspicious	about	my	intentions.	As	a	PhD	student	without	a	recognizable	name	in	the	international	ceramics	field,	it	was	not	easy	to	persuade	others	to	trust	the	value	of	my	project.	Therefore,	it	was	very	challenging	to	build	a	trust-relationship	and	organize	my	field	trip.	 	 	 		All	the	interviews	and	studio	visits	were	face-to-face.	At	the	start	of	the	interview,	I	asked	participants	to	sign	two	forms:	one	interview	permission	form	and	one	giving	me	permission	to	take	photos	and	videos	for	research	purposes	(Appendix	5).	After	they	agreed	then	I	started	to	interview	them.	However,	one	female	ceramicist	decided	to	sign	the	forms	at	the	end	of	her	interview;	unfortunately,	after	finishing	the	interview,	she	decided	not	to	sign	her	name,	so	I	cannot	share	
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her	experience	in	my	PhD	writings.		The	interviews	took	place	in	the	participant’s	home	or	studio	space;	they	appeared	relaxed	in	their	familiar	environment.	Most	interviews	were	informal,	because	participants	offered	Taiwanese	tea	and	prepared	meals	to	allow	our	conversations	to	have	a	fun	and	‘ice-breaking’	atmosphere.	I	also	prepared	some	British	tea	and	chocolate	for	them.	Also,	some	participants	offered	me	accommodation	because	some	interviews	took	me	more	than	one	day.	It	was	very	challenging	to	manage	interview	time	because	some	people	were	very	talkative.	I	felt	very	sorry	to	stop	their	talking,	for	me	it	seems	time	can	develop	trust.	I	was	a	stranger;	however,	I	was	able	to	build	and	maintain	a	trust-relationship.	 		Jane	Finch	carried	out	PhD	research	interviews	to	study	clergymen’s	wives	and	explains:	 	 	
In	particular,	my	experience	of	interviewing	has	raised	a	combination	of	methodological,	personal,	political	and	moral	issues	…	in	my	experience,	a	woman	researcher	can	elicit	material	from	other	women.	That	in	turn	raises	ethical	and	political	questions	which	I	have	found	some	difficulty	in	resolving.	One	reason	for	this	difficulty	is,	I	shall	argue,	that	discussions	of	the	'ethics'	of	research	are	commonly	conducted	within	a	framework	which	is	drawn	from	the	public	domain	of	men,	and	which	I	find	at	best	unhelpful	in	relation	to	research	with	women.11	 	


















the	contingency	of	one’s	experience.’16	 I	wonder	how	the	experience	of	living	in-between	can	raise	other	people’s	awareness	to	have	a	better	understanding	about	identity:	a	woman,	Taiwanese,	a	ceramic	artist.	In	my	creative	journey	I	therefore	took	a	systematic	approach	with	the	aim	of	exploring	how	to	use	ceramic	practice	to	develop	a	visual	language	to	communicate	my	feelings	and	ideas	to	my	viewers.	 		Gray	and	Malins	state	that	‘in	the	role	of	practitioner-researcher,	subjectivity,	involvement,	reflexivity	is	acknowledged;	the	interaction	of	the	researcher	with	the	research	material	is	recognized.	Knowledge	is	negotiated-	inter-subjective,	context	bound,	and	is	a	result	of	personal	construction.’17	 Therefore,	I	explore	how	I	can	collect	explicit	personal	experience	as	evidence	to	support	my	research	and	convince	other	people	that	personal	experience	is	a	vital	process	in	my	research	methods.	 		Barrett	identifies	the	importance	of	‘the	process	and	methodologies	of	artistic	research	as	the	production	of	knowledge	and	assessing	the	potential	impact	of	such	research	within	the	discipline	and	the	broader	cultural	arena.’18	 Therefore,	I	wonder	how	I	can	frame	those	personal	experiences	in	a	useful	way	to	draw	on	my	writings	as	well	as	the	creative	research.	Barrett	raises	the	question:	‘How	can	artistic	researchers	establish	identifiable	criteria	for	evaluating	both	approaches	and	methodologies	it	uses	and	for	assessing	the	significance	value	of	its	outcomes	




as	research?’19	 I	used	my	creative	practice	as	research	to	achieve	these	aims	and	build	a	bridge	between	research	and	practice	through	my	methods,	for	example:	PhD	writings	as	a	creative	form,	studio	tests,	artist-residencies	and	conferences.	 		My	studies	are	a	journey	of	discussion	–	in	cross-cultural	situations	of	Taiwanese	cultural	identities.	Those	identities	will	include	my	experience	of	being	Taiwanese	and	other	Taiwanese	female	ceramic	makers’	experiences.	They	will	also	include	how	my	Taiwanese	cultural	identity	has	changed	and	shifted	in	a	new	culture	(in	Britain).	Therefore,	I	have	asked	myself	how	can	I	reconfigure	my	artwork	as	a	research	process?	It	is	challenging	to	find	a	metaphor	to	represent	being	in-between	two	cultures	because	it	is	difficult	to	describe	the	abstract	background	of	one	culture	(the	smells,	noises,	attitudes,	values,	etc.)	to	people	from	another	culture.	This	is	especially	the	case	when	people	have	no	experience	of	the	other	culture.	 	 		My	original	academic	background	was	in	Chinese	literature	(degree	from	Soochow	University,	Taipei).	I	have	always	had	an	interest	in	writing	poetry	-	I	see	it	as	a	way	of	capturing	‘the	moment’	and	of	putting	symbols	and	metaphors	into	a	written	form.	Writing	poems	was	part	of	my	making	process.	I	used	it	as	a	way	of	recording	my	feelings	about	the	making	process.	It	helped	me	to	analyse	myself	and	my	actions	and	to	describe	a	process	that	can	be	difficult	to	articulate.	Most	people	only	ever	see	the	physical	outcome	of	my	ceramic	work	but	writing	poems	helps	give	an	insight	into	the	process	itself.	My	creative	practice	is	discussed	in	more	detail	in	Chapter	5.	 	




	The	research	methods	provide	‘an	investigation	of	practice	as	a	personal	creative	construction’20	 The	challenge	in	artistic	research	is	to	make	methodologies	‘explicit	and	transparent	(documentation	is	essential)	and	transferable	on	principle	(if	not	specifics)’.21	 Newbury	suggests	that	artistic	research	should	maintain	the	four	key	elements	of	a	definition	of	research	-	‘systematic,	rigorous,	critical	and	reflexive,	communicable’22.	Other	scholars	agree	and	feel	that	being	systematic	and	rigorous	is	as	relevant	in	artistic	research	as	it	is	in	other	kinds	of	research,	but	that	artistic	research	also	requires	imagination.23	 I	feel	that	my	research	meets	these	requirements	However,	I	found	it	was	a	big	challenge.	I	tried	to	be	systematic	about	my	practice	process,	as	actual	process	(please	see	my	test	diary	in	Appendix	3),	and	rigorous	in	my	supporting	research	(field	trip):	data	collection	and	data	analysis	(please	see	an	example	of	an	interview	transcript	in	Appendix	4).		
                                                20	 Gray,	Carole	and	Julian	Malins,	p.	20.	 	21	 Ibid,	p.	21.	22	 Newbury,	Darren,	‘Research	perspectives	in	art	and	design’.	In:	Stanley,	N	and	M	Woolley	eds.	RTi	(The	research	training	initiative).	Birmingham:	University	of	Central	England,	1996,	pp.1-72,	p.	9.	23	 Sullivan,	Graeme	Art	Practice	as	Research:	Inquiry	in	Visual	Arts.	2nd	ed.	Thousand	Oaks,	CA:	SAGE,	2010,	p.	192.	
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Schön	points	that	‘the	systematic	knowledge	base	of	a	profession	is	thought	to	have	four	essential	properties.	It	is	specialized,	firmly	bounded,	scientific	and	standardized.	This	last	point	is	particularly	important,	because	it	bears	on	the	paradigmatic	relationship	which	holds,	according	to	Technical	Rationality,	between	a	profession’s	knowledge	base	and	its	practice.’	 24	  	Gray	and	Malins	state	that	‘Artistic	methodology	is	a	pluralist	approach	using	a	multi-method	technique,	tailored	to	the	individual	project.’25	 Therefore,	I	used	an	interwoven	method	of	theoretical	investigation	and	visual	practice	in	the	studio;	supporting	research	methods	included	critical	context,	field	trip	and	interviews.	My	practice	research	was	through	different	stages	and	locations	of	my	ceramic	practice,	artist-residencies	and	exhibitions.	 		Gray	and	Malins	point	out	that	 		 the	 research	 about	 (into)	 practice	 has	 tended	 to	 be	 carried	 out	 by	 other	academic	researchers	 (historians,	educationalists,	 sociologists,	psychologists,	and	so	on)	 from	an	external	perspective.	These	approaches	 reflect	more	 the	classic	 scientific	 method,	 where	 the	 researchable	 is	 object	 field,	 and	 the	researcher	remains	detached.	 26		The	method	of	creative	practice	was	further	developed	for	the	PhD	as	a	way	of	exploring	cultural	identity	in	different	locations	through	artist-residencies	that	
                                                










Table 3.1: Artist-residencies and conferences 
N Event Output Engagement + communication 
1 1 month  







8 pieces to respond to Danish 
pastry culture  
Presentation for local Danish 
female ceramic makers  
 





2 1 month  
artist-residency at  
New Taipei City  
Yingge Ceramic 
Museum. Taiwan  
2016 
 
Solo exhibition: The language 
of ceramics at New Taipei 
City Yingge Ceramic Museum 
Taiwan  
Presentation, Demonstration, 
workshops for public audience  
 
Interactive to the viewers, in 
return for taking a piece of my 
porcelain writing home with 
them. In 11 days, this raised 
£40 (2000 Taiwanese Dollars) 
for helping Tainan earthquake 
victims. 
 
3 8th Annual 
Conference of 
Taiwanese Young 
Scholars in Europe 




Paper presentation about   





Showing the Amis 
documentary film to 
Taiwanese young scholars in 
Europe. 
Engaging with Taiwanese 
young scholars in Europe from 
a range of disciplines as part of 
debate about Taiwanese cultural 
issues (see Appendix 10 for 
Panel Chair’s reflections) 
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Paper presentation about 
Ceramic Bananas-Looking at 
Taiwanese Cultural Identity, 
to the Early Stage Researchers 
from the UK. 
 
Exchange of personal and 
cultural belief reflection on the 
cultural context of bananas also 
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6 The	photograph	comes	from	Ayo News 318太陽花學運	(佔領立法院，	反服貿抗爭),	4	December	2014.	[Online]	Available	from:	http://myweb.nutn.edu.tw/~hycheng/1today/ayoNews2014Mar18act.html	[Accessed	3	January	2016].	7	Ibid. 
[Image redacted in this digitized version due to potential copyright issues]









12 This photograph comes from the Sunflower movement Facebook page 
https://www.facebook.com/sunflowermovement/  . 
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15 Sui, Cindy. Will the Sunflower Movement change Taiwan? BBC News Taipei, 2015. 
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19 Yoshiyuki, Koseki ‘Taiwan’s banana-producing regions and the Japanese market’. 
Geographical Review of Japan, 79 (5), 2016, pp. 216-236, p.216. 



















globalisation, capitalism and dictatorship’. Art Radar, 2014.[Online] Available from: 
http://artradarjournal.com/2014/12/05/taiwanese-artist-yi-chun-lo-talks-bananas-and-
economics-interview/ [Accessed 11 February 2017]. 
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uncomfortable,	as	British	culture	is	so	different	from	Taiwanese	culture.	In	Britain	I	have	not	found	it	easy	to	express	my	emotions	in	front	of	strangers,	but	I	was	able	to	use	the	research	process	to	explore	and	communicate	feelings	grounded	in	the	anxiety	of	in-betweenness.	It	is	a	brave	decision	to	talk	about	emotional	feelings	in	an	academic	voice	and	to	persuade	other	people	that	these	feelings	have	an	academic	value.			The	8	Hours	and	Fingerprints	works	both	address	my	feeling	of	being	in	a	gap.	The	Taiwan-UK	 time	 difference	 has	 offered	me	 unreal	 and	 disjointed	 feelings.	 I	 used	eight	 circular	 porcelain	 pieces	 and	 plastic	 tubes	 to	 suggest	 that	 time	 is	 not	 just	linear;	it	has	no	beginning	and	no	end.	The	feeling	of	a	gap	is	evoked	between	the	lines	in	the	8	Hours	piece.	Two	poems,	in	two	languages	and	representing	the	two	cultures,	were	written	 in	response	to	 the	 feelings	of	dislocation	prompted	by	the	process	of	making	these	works.		Fingerprints	were	present	directly	 in	front	of	the	viewers;	my	signature	was	also	represented	as	an	artist,	as	a	maker	creating	a	work.	It	was	a	very	visible	‘language’	to	help	me	express	a	personal	voice	 in	a	public	space.	However,	 the	shape	of	my	fingerprints	represented	small	non-repeating	elements,	created	by	my	meditative	and	 breathing	 process.	 I	 used	 the	 Amis	 spirit	 to	 respect	 clay,	 creating	 abstract	work,	but	still	chose	the	literal	title	(Fingerprints)	as	identity.			My	current	home	is	the	gap	in-between	because	at	the	time	of	writing	I	have	both	UK	and	Taiwanese	cultural	identities.	Both	are	equally	important	to	me	and	I	hope	to	 make	 a	 life	 in	 the	 UK,	 but	 my	 residency	 status	 is	 precarious.	 Therefore,	 my	research	is	split	between	Western	and	Eastern	thought.		My	Sculptural	Spoons	are	a	complex	combination	of	the	literal	title	referencing	Taiwanese	traditional	wedding	ceremony	cake	moulds	and	the	Amis’s	use	of	spoons	to	polish	the	edges	of	their	pots.	The	abstract	form	contrasts	with	functional	spoons	because	the	handle	parts	of	my	spoons	are	between	24-36cm.		The	metaphorical	message	relates	to	Taiwanese	culture	in	which	most	men	still	
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3	火籠. PChome online 個人新聞台[online]Available	from:	http://mypaper.pchome.com.tw/uouo6679/post/1322975846	(Accessed		31	March	2016)	
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Appendix	4:	Example	of	an	interview	transcription	
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In	the	next	photo	(see	Figure	12)	there	are	objects	(a	chicken,	pineapples,	traditional	money	and	writing)	we	can	see	an	assemblage	of	mass	produced	objects	arranged	in	a	basket	for	display	at	the	weddings.	All	these	objects	symbolize	the	wedding	ceremony.	Traditionally	guests	would	give	the	wedded	couple	money	symbolizing	good	luck	for	their	relationship,	in	return	the	married	couple	would	bring	cake	for	guests	created	by	using	moulds	such	as	these	wedding	cakes	(see	Figure	2).	



























































































































































The very first time I saw Wen-Hsi’s work, I immediately realized she’s an artist 
who subverted the Chinese culture and the general perceptions of ceramic. After all, 
the general public usually believe that ceramics are closely related to our daily lives 
and the production of the ceramic works is linked to living habits. Unlike others, 
Wen-Hsi took a nontraditional approach by incorporating the inconspicuous 
“fingerprint” into her work. With her experience abroad, she had her own reasoning 
toward the Eastern and Western cultural clash and the distinction between genders 
in different generations (In her work, the blue and the pink color symbolized the 
revolution of hierarchy between men and women. The color pink used to represent a 
nobleman and high social status during the middle ages. It wasn’t until the 
beginning of the 20th century, when people started to give a clear distinction about 
girls wearing pink and boys wear blue). She further expressed her own feelings for 
Taiwan through the ceramic production process, the application of force and 
extrusion, in order to discuss self-identity and values in this environment. From a 
spectators’ point of view, it is extremely difficult for us to determine whether or not 
there is an absolute answer since it has such complex feelings in it. It certainly 
leaves us rooms for imagination and introspection, although deep but meaningful. 
There is no definite answer to her work, it simply leaves us room to explore. The 
topic is serious but it’s not about right or wrong, it is about thinking outside the box 
for us Asians.  
2. [name redacted] visits the exhibition “Identity: The Language Of Ceramics”.
“Flow” is an intriguing philosophy. It is also my direct sentiment toward ceramics. 
So what exactly is “Flow”? Is it the ceramic words echoing the 3:30pm scattering 
sunshine? Or could it be the puzzling time fleeing between the gloomy England and 
the hometown? Focusing on the elapsed traditional art in a tiny populated ceramic 
town. The western aestheticism meets the Eastern soundless luxuriousness through 
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the artist’s diamond eyes. The “Flow” in life consists of disaggregation, 
remodification, enthusiasm and pulsation. It is a brand new ceramic appearance 
connecting the past and the present, East and West, ideal and reality.  
3. [name redacted]
Since I was little, my only knowledge to the concept of ceramics are from books. I 
thought ceramic is usually a hobby for scholars, or an activity couples would do 
together, just like in the movie “Unchained Melody”. I never had much association 
with the art. However, it wasn’t until my friend, Wen-Hsi, who graduated from an 
art related major with a concentration in ceramics, helps widen my horizon. This is 
the first time I notice there are institutions out there specialize in teaching ceramic 
art. The first time I know many people around the globe other than people in Yingge, 
Taiwan, are doing ceramics as well. Due to Wen-Hsi’s exhibition, I know for the 
very first time that Taiwan constantly hosts international exhibition and 
competitions, which incentivizes ceramic masters from all over the world to 
participate. The most impressive part of Wen-Hsi’s works is her ability to show that 
ceramics are not only about making containers like mugs or vases, it can be made 
into pieces of beautiful words, which can be linked to a beautiful scenery for people 
to truly experience the beauty of Chinese words. Furthermore, the mixture of gold 
into pottery clay and a touch of glaze transforms her work into a dazzling art. Wen-
Hsi’s unique art work represents her life and cultural experiences, and shows her 
love for pottery.  
4. [name redacted]
I see an explicit national identity to the land of Formosa through Wen-Hsi’s work 
despite living in England. Each hand shaping clay in different shapes and sizes 
represents the uniformity of ethnic groups in Taiwan, which are so closely bonded. 
The kiln color was also carefully thought out. The color red symbolizes passion. 
The detailed decisions had to be made starting from step one, which was to decide 
the types of clay, followed by the shapes, sizes and colors, as well as the implied 
meanings the artist wanted to get across. We see how the artist uses ceramic as a 
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channel to speak out her love for the dearly missed island, Taiwan. As a Taiwanese 
or a foreigner, we all hope to learn more about this magnificent land through Wen-
Hsi’s work.  
5. [name redacted]
You can see Wen-Hsi’s life observations and how much she misses hometown 
through her work. From the ceramic words floating in the air of the glass corridor to 
varieties of banana arts, as if it enters into Wen-Hsi’s train of thoughts. Those words 
got stuck in my mind as it drips down from top to bottom like the rain drops. The 
Chinese words can be reassembled according to viewer’s intention, in order to 
accomplish multi-layering and direct interaction with the viewers. Although we are 
seeing Wen-Hsi’s work, we always end up finding her and ourselves in it.  
6. [name redacted]
On February 28th, 2016, I visited the New Taipei City Yingge Ceramics Museum for 
Wen-Hsi Chen’s exhibition, “Identity: The Language Of Ceramics”. Wen-Hsi is 
from Taiwan, and she currently resides in England. During the period from 20 
February 2016 to 15 March 2016, she came back to her hometown, Taiwan, to 
create ceramic words and potteries. I see a distinctive Taiwanese indigenous culture 
through her work. The ceramic and calligraphy elements in “Ceramic Words” 
creates a unique visual experiences for the viewers. Moreover, Wen-Hsi immerses 
the Eastern (Taiwan) and Western (England) culture, creating a significant and 
meaningful ceramic art.  
Wen-His’s exhibition displays how hard she has been working for her goal in 
English, she is trying to use her power to showcase Taiwan to the rest of the word. 
Her perseverance really touched me. She allows me to know another side of 




The spoon collection intrigues me with its structure. Spoon is an often seen utensil 
in our daily life, normally people won’t pay much attention to it. When using it, the 
spoon relies on human hands to control and balance the focal point of the handle 
with force. In Wen-Hsi’s spoon collection, it illustrates the most valuable focal point 
being the front sunken part of the spoon. All the forces and values pinpoints that one 
particular spot from top to bottom. The spoon no longer serves as a tool, no longer is 
an object being used by human, it symbolizes the establishment of cross cultural 
relationships and the meaning served behind the spoon.   
8. [name redacted]
I visited Wen-Hsi, who just returned from England, at her studio in the Yingge 
Ceramic museum this year. It felt extremely warm when seeing the ceramic words 
that’s half complete lying there on her work desk.  
As we getting closer to the showroom, I saw the Chinese words installation art 
outside of the glass window from a distance. For a ceramic artist like myself, who 
spent 20 years in the United States, I totally understand her desire to blend in her 
root with what she learned in England.  The classic Chinese words were presenting 
in a modern installation art form.  
The Wen-Hsi I knew, she works hard discovering the cultural differences between 
Taiwan and England. She has been trying to come up with her own definition of its 
placement.  
9. [name redacted]
The finger print series has always been my favorite. The color and the land, the self-
identification, the cultural differences and the self-valuation, without any impurities, 
all it left was the purist thought.  
In her ceramic words collection, words meant to me as a symbol for languages. It is 
also a tool to jot down memories. Creators uses clays to describe each individual 
Chinese words, it allows me to see the beauty from its structure without intervening 
by the meaning of it. The exhibition showcases the art hanging up high with a glass 
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walkway beneath it, every single whitish words seem to be so fragile but so 
powerful. The arrangements of the words even connect all the dots for the viewers. 
The art is a channel for the artist to speak out their mind. Unlike calligraphy, which 
viewers need to understand the shape as well as the meanings. The ceramic words 
can be a piece of art on its own without understanding the meaning behind it. Wen-
Hsi’s exhibition definitely serves as a wakeup call and helps me to re-think about 
the shapes and meanings of every single Chinese words behind it.   
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Appendix	10:	Comment	on	Wen-Hsi	CHEN’s	Exploring	Taiwanese	
Cultural	Identity	through	Contemporary	Ceramic	Practice	Jiyi	RYU	(University	of	York)		Wen-Hsi	 CHEN’s	 artistic	 practice	 and	 her	 essay	 as	 an	 artist	 statement	 can	 be	understood	as	part-participant	observation	record	and	part-autoethnography.	Her	own	practice	in	ceramics	is	an	intervention	into	the	Taiwanese	traditional	culture	and	 social	 norm,	 considering	 the	 fact	 that	 female	 role	 has	 been	 limited	 to	decorating	part	in	the	overall	process	of	making	ceramics	in	Taiwan.	As	Stuart	Hall	made	 a	distinction	between	 ‘Theory’	 and	 the	 verb	 ‘theorising’	 and	 also	 regarded	theory	 as	 action,	 theory	does	 not	 have	 critical	meanings	within	 itself,	 but	 rather	through	theoretical	practices,	critical	meanings	of	theory	can	be	achieved.	Wen-Hsi	CHEN’s	making	and	writing	have	a	practical	purpose,	and	she	seems	to	be	trying	to	make	her	academic	work	and	artistic	practice	an	active	verb.		Considering	 the	 issue	 of	 tradition	 and	 authenticity,	 and	 contested	 identities	 and	representations	 in	 contemporary	 society,	 I	would	 like	 to	 suggest	 the	 artist-cum-writer	to	draw	from	academic	discourses	on	the	interrelation	between	tourism	and	postcolonialism	 as	 well	 as	 tourism	 and	 modernity	 in	 order	 to	 elaborate	 her	discussion.	In	addition,	we	need	to	reexamine	identity	politics	of	the	minority	and	their	traditional	pottery	as	a	souvenir	in	the	context	of	 ‘Unescofication’	in	the	era	of	globalisation.	Not	only	making	pottery	but	also	tourism	is	a	sort	of	social	action.	Along	with	 social	 transitions	 in	modern	 Taiwan,	 the	 Amis	 community	 and	 their	traditional	pottery	making	are	experiencing	a	wave	of	change.	In	terms	of	tourism	industry,	the	Amis	is	attempting	the	commodification	of	pottery	beyond	its	original	functions	in	everyday	life.	Moreover,	this	kind	of	pottery	is	collected	and	displayed	inside	museums	or	art	galleries	as	a	representative	of	a	particular	culture.		In	Wen-Hsi	CHEN’s	essay,	the	interplay	of	ethnicity,	gender	and	class	is	critical.	The	Alik	Studio	was	founded	by	a	man	from	the	Amis	and	the	commodification	process	
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of	their	community	was	promoted	by	him	(one	man),	whereas	the	Amis	traditional	pottery	still	has	been	made	by	female	hands	according	to	their	tradition,	which	is	starkly	different	from	that	of	the	majority	in	Taiwan.	Even	though	the	women	are	makers	and	own	their	craftsmanship,	they	seem	to	be	under	the	gendered	control,	in	 this	 case	under	 the	management	of	a	male	 studio	manager.	Accordingly,	more	detailed	relationships	between	the	women	as	makers	and	the	man	as	a	manager,	in	particular	the	analysis	of	gender	and	hierarchy,	are	needed.		I	 would	 like	 to	 raise	 an	 issue	 of	 writing	 textual	 history	 of	 the	 Amis	 traditional	pottery	as	a	part	of	Taiwanese	art	history	or	broader	Asian	design	history	in	that	the	 Amis	 does	 not	 have	 textual	 and	 archival	 culture.	 Furthermore,	 we	 need	 to	examine	 writing	 of	 the	 indigenous	 art	 and	 culture	 in	 the	 context	 of	 ‘world	 art	history’	 and	 ‘global	 art	 history’,	 which	 are	 recently	 emerging	 concepts,	 while	analysing	 the	 cultural	 meaning	 of	 Taiwanese	 ceramics	 and	 pottery	 and	 its	relationship	 with	 identities.	 Both	 national	 art	 history	 and	 the	 nation-state	 are	modern	 products,	 and	 national	 art	 history	 has	 been	 the	 field	 of	 aesthetic	nationalism.	In	the	process	of	writing	national	art	history,	major	narratives	tend	to	forget	or	erase	the	minority	of	a	society.	Therefore,	it	is	required	to	reconsider	not	only	 the	context	of	postcolonial	Taiwan	but	 the	exclusion	and	 insertion	of	 inner-colonial	groups	such	as	the	Amis	in	nationally	bound	narratives.																																																																																																																																						18	July	2013		
